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Outline 
I. Nature of the Dramatic Instinct. 
a. Un t v c-nsal. 
b. S!)on t aneous . 
c. Educative. 
e.Passive. 
f. Active. 
II. Peri ods in the Unfoldment of the Dramatic 
Instinct in the Child's Life. 
a. First Period. 
1 . The Dramatic Instinct is ex-
pressed. by imita tion. 
b. second PeriJd. 
1. The child imitates a ctions. 
2 . Tl1e child personifies ev.ery-
th i ng . 
::s. The chi l d lives in a world of 
malce-believe. 
4. The chilli ma ke s no distinction 
between ima gination and 
reality. 
5. The child comprehends no sym-
bolism save that of imag-
~·· . 
-ina tion. 
6. The child's dramatic impulse 
is unconsctous. 
c. Third Period. 
1. Children take pleasure in 
dramatization. 
,'?.. Expression is soc ia1 and self-
conscious. 
III. :H:ducational Prlnciples in the Training of the 
Drama tic Inst:tnct. 
a. School training of tl:le dramatlc in-
stinct dlffers entirely from pro-
feRsional tralning. 
b. The form, whether active or passive 
must be suited to the individual 
needs of the pupil. 
c· . The material selected must be appro-
priate. 
d. The practical value of cultural sub-
jecta must be recognized. 
e. The training must be continuous. 
f. The trainlng must arouse and deepen 
the sense of moral values. 
IV. ~ducatlonal Values of the Dramatic Instinct. 
a. Helps the child to realize his world. 
b. Organizes the child's thinking. 
c. strengthens the memory. 
d. ~nlargos the ch i ld's experiGnce. 
e. Helps the child to visualize clearly. 
f. Gives spontaneous interest and enthu-
siasm to school work. 
g. Develops :resourcefulness and a spirit 
of co- operation. 
h.Creates a sympathetic imagination. 
1. Keeps the joy element alive. 
j • . Furnishes ideals through hero wor-
ship . 
''Even when I close my eyes, 
Lovely things I see; 
There is always a surprise 
'Way inside of me. 
sometimes fairy People gay, 
sometimes fields of flowers, 
sometimes ch:tldren at their :play, 
Finer play than ours. 
Splendid stories I can see, 
Just as if I read them; 
Stirring words are said to me, 
Though nobody said them." 
- Stella G. s. Perry. 
The dramatic instinct is a Prime force in civ-
1lization; the need to give vent to pent-up emotion, 
to express joy of living, to put in material form 
the ideas that vex his spirit, has driven man to 
imitate, to create. 
No instinct is more fundamental or more uni-
versal than the dramatic instinct. Primitive peo-
ples have satisfied this instinct by songs and pan-
tornime dances; the Egyptlans ·and Assyrians by the 
powerful action of their temple bas-reliefs; Orien-
tals by puppet performances and story-telling;an-
cient Hebrews by religious dances and dramatic odes; 
the Greeks by religious processions, out of which 
came the drama. 
Civilization restrains and supresses the vol-
untary expression that seeks outlet in these var-
ious ways. But it cannot be wholly stifled. The re-
straint of social life becomes at times too irksome 
to be endured. Man seeks excitement and emotional 
ex~erlence in many ways. Rven the ascetic who prides 
himself in being set a-part from the world, finds an 
outlet for his emotions in ritual or religious ac-
tivities. The desire to feel what others are feeling 
' 
"to get experience by proxy," is felt everywhere and 
in all ages. What is true of man is even more true 
of the cl1ild and youth, who are alive with sur plus 
energy. In its very nature,the dramatic instinct is 
spontaneous and original. 
It was not customary to study seriously, in 
relation to educational problems, the emotional 
needs of children. Before Rousseau, little attention 
was Paid to the psychology of feeling. Froebel's 
work made an epoch in the encouragement of self-
expression in the ch:tld; since when, educators have 
shown an increasing tendency to consider the claims 
of the emotional nature, as well as those of body 
and intellect. Modern educators are stressing more 
and more, the development of the dramatic instinct 
because of its inestimable value in awakening and 
deepening the sentiments. 
The dramatic instinct may take either an ac-
tive or 11 passive form. When it urges the child to 
his mimic play, and the artist to his finest crea-
tions, it is active gratification. But it is also 
satisfied by vicarious experience; and this may be 
called its passive form. Play, dancing , story- tell-
ing, ::1nd PHrticipations ln any kind of acting belong 
to t he first, and mere attendance at any staged :per-
formance, moving pictures, puppet-play, or real 
dra ma , to the second. These are the tools by which 
teachers are seeking to direct the ever-present 
dra ma tic i nstinct, and thun to guard the emotional 
nature and educate the heart of the child. 
There is in the life of every child, as in all 
kinds of life a gradu81 unfolding and s~ecial time 
When each power has its time for asserting itself. 
The drama tic instinct is felt fron t early childhood 
throughout life, but culminates during the years 
from four to seven. The unfoldment of the dramatic 
instinct in the first twelve years, may be ciivided 
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into three periods. 
In the period of babyhood, from birth to about 
three years old, the child's life is closely xela~ · 
~ted to his mother.His world is limited to .the home, 
so his dramatic instinct is expressed entirely by 
iwitat:tng people and things that are connected with 
the home. The child's imagination is not ca pable o:f 
creating new situations. It simply enables him to 
reproduce the actions of other people in familiar 
ones. In playing with her dolls, the little girl is 
a faithful imitator of the mother or nurse. Children 
imitate people, birds, animals and noises: they try 
to enter into every experience which is within their 
reach by gesture, speech or repeated action. Even 
before they can speak, mimetic action is the natural 
means of communic Rtion,and they imitate the move-
ments, expression, speech,and other sounds of their 
parents or older brothers and sisters. 
This tendency to mirror and imitate the life 
about him is a very important . means by Which the 
• 
child educates himself. The more he sees and hears, 
the more variety will enter into his Play, and the 
broader will be his intelligence. The mother may 
4-
develop the dramatic lnstinct even in early child-
hood by entering i nto the baby games with the child s 
spirit. 
The second period in the unfoldment of the dra-
matic instinct begins about the third year and is at 
its climax from four to seven. The child begins now 
to i mitate the idea rather than the thing. Not the 
outer act, but the inner spirit is what the child 
desires to represent, or possess. He imitates all 
kinds of ae.titons,- :PUffs llke a steam engine, pran~ . .:;:. 
ces like a horse, says bow-wow like a dog. It is not 
a dry imitation like a :phonograph, but the act as an 
expression of life is what attracts him. The best 
way to be anybody-toget the feel of him as he is 
from th~e inside- is to act out his character and 
function. Even in his names for things, a child sho~ 
insight of this princiPle when he calls the cow the 
moo, the dog the bow-wow, and the sheep the baa. The 
child's reproduction is never merely of actions seen,. 
but always of actions ;:, s expressive of the character 
he feels in them. Not going through the motions but 
getting inside the person, not looking like a steam 
engine, but actually being a steam engine, partaking 
of its experience, is where the fun comes in. 
The child in this period tends to personify 
everything and draws no sharp lines between persons, 
animals and things. He sees what we regard as life-
less and soulless, as alive and conscious. He reads 
into the objects about him, the properties and attr~ 
butes that he has discovered in himself. This attri-
buting life to the objects round about him, makes 
him call the doll a real baby, the stick a real 
horse. His fancy conceives of fairies who dwe711 in 
the trees, of Brownies who live in cellars and come 
forth at night to wash the dishes or play pranks, 
and of beautiful green elves who live down in the 
heart of the lilt. 
The practice of impersonating inanimate objects 
develops a power to see these from the inside- to -· ~ 
get the feel of them, to imagine how it must be to 
fall liice a stone, to fly like a bird, sail like a 
boat. This sort of sympathy with material things is 
essenti al to any understanding of them, for it is 
only through imagination that one can solve prob-
lems, i nvent and conAtruct. Imagination gets its 
growth in the dramatic play. 
The child lives in a world of make believe. 
His method of study ls ~' impersonation, by :putting 
himself inside the thing he wants to know, being it, 
and seeing how it feels. What he is doing when he 
acts mother, horse, engine, bear, coachman, is flnd-
1..ng out by actual experience what these tnterestlng 
playmates really are. Whatever personality interests 
him, into that he transmigrates and shares the 
exhiliration of its deeds. He pictures a desired end 
and presto! it is secured. The child's great desire 
is to know what things are llke inside, what they 
are when at home, how their personality feels when 
you are it. "Let's play like," is the common express-
ion in children's play. He does not fully possess 
his mental image until he has given it a bodily 
form. He ~1st act out in order to possess, because 
only so can he feel the working of the active prin-
ciples of the thing he wants to express. His imag-
ination is yet too weak to stand alone, so he is 
under the necessity of acting out in the flesh, his 
intuitions of the inner nature of his world. 
The child makes no clear distinction between 
imagination and reality. Beneath his make believe 
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there often runs an underconsciousness of its unreal 
character, but ttis pleasure is heightened by trying 
to make it seem real. The child knows the stick is 
not a horse. If it were he would be afraid of it. 
He does not believe the chair is a coach, or that 
he is the coac11man. He knows the truth but enjoys 
the fiction. He enters into his play with such 
zest, that he forgets and really screams with terror 
at the attack of a make believe bear or lion, or 
weeps over the misfortunes of a make believe baby 
or kitty or worries for fear that he will miss his 
tra in. 
The chlld comprehends no symbolism save that of 
imagination. T.he dramatic element causes him to 
make one thing stand for another. He l s not hindered 
if the symbol doesn't resemble the thing it repre-
sents. Literal resemblance to their ol~i ginals is 
the last thlng the child requ i res in his playthings. 
An oblong block .will be successively a cow, sofa, 
and a railway train, and will discharge each part 
with perfect satisfaction. Chips of wood can repre-
sent soldiers just as easily as the most elaborately 
uniformed tin warriors. Too much realism is a dis-
~ advantage to children in this period. 
The dramatic lm:pulse in children from four to 
seven is characteri7.ed by its lack of consc i ouBness. 
The child does not consciously impersonate. His 
impulse is just to be the thing that interests him 
most.Whatever attracts his interest, he acts, and 
lo he is, for being, acting and. knowing are not yet 
distinct. 
The third period in the unfoldment of the dra-
matic instinct, begins with the child eight or nine 
and continues until the twelfth year • The child of 
I 
this age no longer possesses the magician's wand: 
make believe is no longer the eQuivalent of reality. 
The free active play which characterized the pre-
vious pertod, gives way to more formal games of the 
competitive sort. still dramatic and lmitative games 
have an important place; and the circus, the min-
strel show, and Indian hunting are among the favor-
ites. This is tho time when children take Pleasure 
in expressing ideas to an audience. The impersona-
ting element now seeks to make·its ideal visible to 
• 
others in the form of dramatics. The child now uses 
impersonation as a rneans of getting possession of 
his ideal by talctng the first step towards its real-
ization. Not content with mere visualizing the hero-
ic ch aracter, he insists upon the more realistic 
method of muscularizing it- learning not merely the 
look but the feel of it, bringing it home in the 
most intimate way. 
The expression of the dramatic instinct i n the 
t wo former periods wa s individualistic. The child 
played more or less quarrelsomely with others, tak4- : 
ing them in as characters of his mimic world and 
enriching his own play by their imaginativeness. 
This third "Period is marked by social tendencies, 
and the child becomes interested in group games and 
team Play. 
All peoples have possessed some sort of drama, 
however c~1de; but far back in the beginnings of 
civilization, it developed out of rel:tgious prac-
tices and teachings. In the mediaeval revival, the 
drama was used for educational and moral ends, when 
mystery plays~ecarne a direct means of spiritual and 
moral inst~lction, uplifting and educating the 
masses. Today opportunities for turning it to good 
account are as great as in olden times; and appeal-
/0 
ing as it does to ear and eye a llke, possessing 
greater opportunlties than other arts for moving 
the gre~t mass of people, it stirs emotions quickly, 
gives ideals and standards and shapes conduct. 
It is not possi.ble to lay down positive rules 
for the training of the dramatic instinct, for as 
soon as it becomes stereotyped, its spontaneity and 
enthusiasm which are its very life are lost. There 
are certain fundamental principles which will en-
able the teacher and settlement worker to devise and 
apply wisely methods of h i s own. 
1 . The school training of the dramatic instinct 
diff ers ent i rely from prof essional training.The aim 
of professional training is to perfect an art, while 
tha t of the school is to develop the individual. The 
first strives for the finished product; for the oth .~ 
er the product is secondary. The effort should be to 
give new concepts and ideals; to free the imagina-
tion; to touch the feelings; to awaken eyes and ears 
to beauty; to cause the child to realize and express 
his individuality. When the dramatic inst:l.nct is 
coerced rather than guided; when dramatic talent 
rather than sensitiv~ness to dramatic a:ppeal is en-
II 
couraged; when excitement takes the place of whole-
some stimulation, the relation of dramatic work to 
education has been misnnderstood. 
2. The form of gratification whether active or 
P!ssive must be suited to the in(iividual need. This 
Principle makes an enormous demand upon the time 
and sympathies of the teacher. He ~1st know his 
· PUPils in their homes and the probable influence 
of their environment as well as their individual 
temPeraments. The play may be best for some chil-
dren who are used only to the unlovely sights of 
streets and tenement, because it gives a store of 
beautiful thoughts and scenes on which the imagina-
tion might safely build. story-telling may be best 
if children have enough visual background for it; 
or folk dancing for girls who are inactive and need 
a physical stimulus, ln which they may satisfy also 
the social instinct and gratify the sensuous side 
of their nature by rythmic movements. For those 
whose horizons are narrow the moving picture is 
admirable. The teacher may not be able to escort 
her pupils to some instructive moving pictures, but 
she can advise them to go with their parents. All 
j,)._ 
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children devise some form of r lay; but the plays 
and games supervised by the school or club-leader 
offer the best means of developing a reverence for 
law and order. 
3. The material must be sifted. Even within 
those subjects Which lend themselves most readily 
to dramatization, some material is unf1.t. Not all 
stories or historic happenings are suited to the 
pUrpose. Co~non sense, judgment, and a strong re-
gard for the moral elevation of the child will be 
our best guides. 
4.The practical value of cultural subjects 
must be recognized. our whole educational system 
has been tending more and more to fit the young to 
earn a good living, to recognize good sanitation, 
to judge good food, to prepare good meals and to 
make good clothes. This is splendid as far as it 
goes, but it does not train boys and girls to be 
good citizens. The juvenile courts are showing the 
faults in a system that "Pins its faith to what 
rna y be tabula ted and sea led. " The e motional nature, 
the longing for self expression, are neither satis-
fied nor directed. 
Forwerly the home environment furnished. a 
diversity of occupations which stimulated the imag-
inat i on and developed the cultural side. Close 
family relations seem to be passing away. Many of 
the functions which once belonged to the home have 
been transferred to the school, which must accept 
its added responsibilities and kee p pace with the 
social changes. In this day when one hears nothing 
but efficiency, the few cultural studies that might 
replace the old sources of inspiration are now 
either discarded or grudgingly allowed an obscure 
place in the curriculum. They need to be restored 
that we rooy ground well the character of the child, 
soften his nature and energize him to noble ends. 
5. The training must be continuous. In order 
that the training of the drama t i c instinct be con-
tinuous, there must be a different appeal at each 
stage of development. The" play acting", that de; · 
lights the little child would be torture to the 
self-conscious age.To bridge this self-conscious 
period, the literary study of the drama might be 
introduced, and the learning to read R good drama 
not as a story merely, but so dramatically as to 
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bring out clearly its purpose and action. There 
should never be a time from the day he first acts 
horse until he is grown up, when dramatic express-
ion is not familiar to him. It is true that as the 
grades ascend, one finds less and less dramatizing 
in connection with schoolwork. This is unpedagogi-
cal, since irregular and unsystematized practice is 
of little benefit. That there should be such a 
break and no tiding over the awkwardness which fre-
quently develops in later childhood, and that what 
has been gained in the first grades should be al-
lowed to lose much of its effect through neglect~ 
is to be regretted, since it is difficult and in 
some cases impossible to revive an instinct which 
has once degenerated by disuse. 
6. It rnust arouse and deepen the sense of mor-
al values. Children may acquire bodily grace; they 
may gain on the mental side through concentration 
and exercise of memory; they may be instructed, 
entertained and inspired to express themselves-
even to turn their expressiveness to creative ends; 
they rmy be stirred and Quickened emotionally; yet, 
if they have not acquired a sense of values, of 
I 'I 
proportion, much of the training goes for naught. 
They ~1st learn to distinguish what is trifling 
from what is of real worth; ~that looks are not what 
count;" that virtue may coexist either with wealth 
or rank or with the humblest conditions of life; and 
that these are of value only in so far as they are 
a power for doing good; that even a desirable thing 
may be bought at too great a price. The training 
must give some understanding of the difference be-
tween what is fundamental and essential and what is 
merely superficial. 
As apr lied to education, the dramatic instinct 
has many values. Since two-thirds of all play is 
dramatic play, those who believe in the educational 
value of play, must not overlook this phase of it. 
The chi l d who engages in dramatic play repro-
duces and enacts, and thus realizes the ideas around 
him. He so focuses imaginatlon, that what would 
otherwise be vague pictures are mRd,e real by his 
own activity. A child who merely reads about a 
forei gn peo ple gathers only a few dull facts, which 
he soon forgets; but the child who ~uts on a cos-
tume which he has helped to malc.e and endeavors to 
j6 
imitate the actions of this people, has his vague 
ideas made Teal. 
Dramatic work organizes the thinking. The sim-
and imperfect images of childhood are vlvtfied 
crystallized by being transformed into thp, move-
ments which express them, and a child emerges from 
drama tic representation fortified j_n h1s menta 1 
imagery. The child who tries to act a horse, will 
be 1ruch more apt to noti ce all the different ac-
ti vi ties and habits of the horse than a child. who 
observes ~issively. 
In childhood the motor activities are most pro -
nounced and the impulse to action is very great. 
There is no better way to conserve t he motor activ-
ities of the child than in the training of the dra-
~natic instinct. As an aid to memoryJ dramatic work is 
er inestimable value. What we remember best is that 
I 
which we learned dramatically. The sharpest mem-
ories that come from school life are of facts asso-
elated with deeds. 
By engaging in dra ma tic impersonation, chlldren 
su:?rlement their own narrow limitations. When the 
I 
child becomes so interested in the thing which he is 
/b 
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interpreting, that he really loses himself in it, 
he touches heights and depths whlch might otherwise 
never enter into his experience. Life becomes lar_ 
ger as he learns to lay aside his own limitations 
and put himself in the other man's place. Every 
Personality he assumes stretches his own in one 
direction or another, enriching it or broadening it. 
The child who engages in dramatic expression, 
visualizes more clearly and practically. He can 
picture to himself what he is expected to do, and 
translate his 1nstructions :tnto action. It is the 
unimaginativG child who is always wailing, "What 
shall I do now?" The child who plays dramatically 
can be whatever he lll::es, and have Whatever he likes 
and always has something to do. In late!' life it 
stands to reason that it will be the men and women 
who have habitually seen with ·theil' imaginations, 
who have visualized une~pected situations, who will 
display real effectiveness. 
Dramatic play gives spontaneous interest and 
enthusiasm. The writer while teaching in the r)rimary 
grades of the public schools, used dramatization in 
connection with the reading and found it a great 
stimulus for creating interest. It is a grave mis-
ta1ce to try to correlate drama tics with every sub-
ject, for it will become commonplace and lose its 
stimulating effect. Incidentally, the use of the 
dramatic method in teaching, through its very inter-
est, conquers obstinacy and misrule, and is an ef-
fective means of discipline. Boys and girls whom it 
has been impossible to control in any other way 
have been led to obedience and a sense of responsi-
bility by cooperation in the dramatic work. 
The training of the dramatic instinct brings 
out a number of traits of very great value. It de-
velops initiative, ingenuity and resourcefulness. 
It chases out self-consciousness and helps to bring 
about grace of demeanor and the correct use of the 
voice. It develops the power of action in groups 
and of ready and unselfish co-operation. Dramatic 
work enriches experience, relieves formality, re-
duces restlessness, and establishes a reciprocal 
attitude between teacher and pupil. It vitalizes 
the read1ng, illuminates geography and history, and 
gives motive and utility to the handwork. 
Dramatic work develops a sense of humor Which 
tends toward a sympathetic philosophy of life. One 
must have i magination and be able to put himself 
imaginatively in the place of another in order to be 
sympathetic. The impersonating impulse beQueaths 
sympa thetic insight- the power to see people as 
they really are, to realize _them as struggling hu-
man beings, embodying purposes and commanded by 
ideals. 
Dramatic play retains the imagination and fan-
cy that are so essential to youth. It prevents the 
emotiona l nature from becoming inert, thus keeping 
the possibility of joyousness forever alive. It is 
the only possible door to romance and mystery that 
will remain open for many. 
Perha ps the strongest educationa l and moral 
influence comes with children fron ten to thirteen, 
When it shows itself in the form of hero worshiP. 
The boy worships his hero because he sees in him 
the embodiment of an inner longing of his own. He 
loves strength and. courage, manliness and truth, not 
for themselves but for what they actually accom-
Plish in the person, for achievment makes the hero. 
!1 
Drarootic play gives the child an opportunlty to 
ape the manners and copy the ideals of his ~erso­
nal hero.The greatest function of the tendency to 
impersonate is to make the first projection of the 
soul in action- to be the earliest embodiment of 
the ideal. 
The function of the school js not only to 
utilize the drarnatic lnstinct ln the curriculum, 
but by means of it, to train the faculty of criti-
ciSlli and appreciation , so as to produce a reaction 
against ~ 11 degenerate tastes and to work toward 
the general uplifting of publ l c morals. 
